W ithin the discipline of psychology, Frederic Bartlett's 1932 Remembering inaugurated a "brief period of interest in 'ordinary' remembering and forgetting" (Richards 2002, 132), before memory was reabsorbed into the clinical study of psychopathology on the one hand and the laboratory study of educational application on the other. Bartlett's emphasis on the constructive and social dimensions of remembering naturally pointed to a consideration of memory in the larger context of self-formation. For Bartlett, this context was evolutionary, in that he held organisms developed memory to account for the physically absent and thus to escape "over-determination by the last preceding member of a given series" (209). At the same time, he thought of self-formation as comprehensively cognitive, in that the composition of autobiographical memory responds to "appetite, instinct, interests and ideals" (210). Furthermore, Bartlett's schemata or organized settings that constitute memory are themselves interconnected, and these interconnections are what we mean by temperament and character. Bartlett concluded that just as the ability to restructure and reprocess the organic mass of the past is virtually indistinguishable from consciousness, a concept of "self" is virtually reducible to the demands of an organism striving to organize perceptions via memory in accord with personal tendencies and social determinants.
Elements of Episodic
considered memory of personal events in the context of the development of the self. Finally, Jerome Bruner in "Life As Narrative" (1987) suggested a complex feedback mechanism for the way in which the telling of memories impacted self-formation: "the culturally shaped cognitive and linguistic processes that guide the self-telling of life narratives achieve the power to structure perceptual experience, to organize memory, to segment and purpose-build the very 'events' of a life" (15).
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During roughly the same fifty years, from the mid-1930s to the mid-1980s, the scene of autobiographical memory was as crowded in the theatre as it was empty in psychology. The interplay of memory and narrative that Bruner calls attention to in draw-the-curtain fashion in 1987 had long since become a staple, even a cliché of world stages. Well before mid-century, Wilder's Stage Manager (1938) , John Van Druten's Katrin in I Remember Mama (1944) , and Tennessee Williams' Tom in The Glass Menagerie (1944 Menagerie ( -1945 had organized, segmented, and purpose-built memory into narrative in ways that continue to serve as models for playwrights and audiences alike. The remembering narrator, long a feature of the novel and already embraced by film, took the stage with full force.
The approach of dramatic and narrative forms toward each other was noticed as early as Wellek and Warren's Theory of Literature (1942) and as recently as Kathleen George's Winter's Tales (2005) . Narrative (or narratology) is a vast topic in itself and can easily lead us away from memory into separate (if related) issues of voice, point of view, framing, the choral function, and the handling of time. So it is appropriate to note that there can be memory plays without narrators, as the foregoing chapters have demonstrated; that many plays with narrators do not foreground memory (Amadeus, Becket); and that memory may be distinguished from storytelling by what Casey terms its quasi-narrative structure. Casey argues (44-45) that some memories may have a quality that can become narrative; that the content of memories is not necessarily narrative; and that remembering per se lacks a narrative voice in which the narrator knows where the story is going. In the drama, the impulse post-Glass Menagerie to narrativize memory begets the contrary inclination to denarrativize memory by suppressing the controlling narrator, in order to reclaim memory's spontaneity, intrusiveness, and subversive tendency-an inclination expressed in what I term, in the next chapter, the drama of mnemic signs.
A memory play, by my definition, is one in which the intention to remember and/or forget comes prominently to the fore, with or without the aid of a remembering narrator; in which the phenomenon of memory is a distinct and central area of the drama's attention; in which memory is presented as a way of knowing the past different from, though not necessarily opposed to, history; or in which memory or forgetting serves as a crucial factor in self-formation and/or self-deconstruction. Like the documentary mode, the modernist memory play is a widespread and characteristic cultural formation of the twentieth century. Both documentary and memory play, Peter Szondi (1987, 65-69 and 83-95) suggested, were "tentative solutions" to the erosion at the end of the nineteenth century of the "absolute" drama (i.e., the drama inspired by the English Renaissance). In Szondi's understanding, the absolutes of drama-the present, the interpersonal, and the event-had been relativized in modern drama, thereby draining action of
